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Abstract 
The paper explores the valences of the simplest musical sound (the bichord) in order to create a projective test 
dedicated to the clinics of depression.  What can be noticed is the displacement of the predisposed zone of the graphic 
act (the tree drawing) to the lower left corner of the page, concomitently with the shifting to the diaphonic of the 
sound stimulus. The results show a parallel movement between the harmonic (the diaphonic-symphonic axis), 
semantic (disphoric-euphoric axis) and the predisposed graphic zone, which can be taken as a reference point in 
creating a projective instrument which has the bichord as its material stimulus. 
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1. Introduction 
In the projective psychology, the use of the stimulus-material addressed to the visual perceptive 
manner is preferential; the verbal and imagistic stimulus-material is the one that established projective 
patterns of large-scale use (Rorschach, T.A.T.). With respect to the projective patterns that make use of 
sound, in literature, the outlook is deficient, although music has the ability to disseminate over images and 
ideas, being able to reveal the personality particular ways of structuring (Thayer, 1998, 38).  The objective 
of this paper consists of neveaspecifying the extent to which the stamped-complex sound can exclusively 
be part of the stimulus-material within the projective pattern, and the usefulness of such an instrument in 
the clinical diagnosis of depression, considering that the subjects, on grounds of the sound-test, will create 
images with unusual symbolic significance in which they project the morbid content (Georgescu, 2005, 
12).
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2. Sound and musical language  
The musical communication implies an ensemble of historical signs and rules that convey aesthetic 
significance with the individual’s social practice measurement (Suliteanu, 1980, 111). The access to the 
(literate) musical language is conditioned by the cultural configuration of the individual. Man learns to 
listen to music along with stereotyping certain sound research methods and itineraries using musical 
parameters; the musical image is formed as a result of the analysis, synthesis, differentiation, and 
generalization operations (Rubinútein, 1982, 334). Ontogenetically, the musical perceptive ability evolves 
from global, diffuse, undetermined structures to balanced, differentiated states; the global level of musical 
perception is noticed in both the child and the uneducated adult (Ciurea, 1978, 29) or in the educated one 
but under psilocybin effect, when the subject is unable to discriminate various tonal colors and perceives 
a single tone, along with the delay or cessation of the sonorous sequence (Weber, 1986). Encoding 
meanings and significance specific to the musical language isn’t precursory and ready-made, but it is 
historically and social-culturally conditioned (Ciurea, 1978, 54). The basal musical perception rests on 
recognizing elements (intervals, chords) deposited in psychogenesis. The evolution of the significance 
and structure of the musical language corresponds to a long process of becoming aware of the primary 
musical structures (Suliteanu, 1980, 43, 78). 
The musical language as organizer of sound implies vertical-horizontal ordering matrixes structured by 
the artistic image of time. The vertical-horizontal ordering refers to the polyphonic form in which the 
vertical-isochronous track of harmony evolves in parallel with the horizontal-diachronous track of 
melody. In relation to the reference modal center, the musical microstructures can implicitly disseminate 
over tension-relaxation contexts (to the extent to which this center is fixed), although the variation of the 
kinetic and potential energies that transpose the sonorous organization to a psychic state cannot be done 
on segments, but it is associated with the musical microstructure. Consequently, we can ascertain that 
only the musical work of art explicitly conveys cultural meaning. The tension and the relaxation is 
performed in relation to (Bentoiu, 1985, 84) the time established by rhythmic pulsations: the values that 
are smaller than the pulsation determine relaxation, and in accordance with the constituent data of the 
sound field with mode reference sound as balancing center, the tension is produced along with the 
removal and the contradiction actions of the center. Thus the sound as psychological phenomenon implies 
the organization of musical language; the musical language, as a significance system, although indirect, 
imprecise, with multiple meanings, ambiguous, connotative is a function of the culture degree of the 
receiver, complying with the rules of the idiographic. The mutation of the significance from the 
paradigmatic (of musical microstructures) to the syntagmatic determines multiple difficulties because 
(Iorgulescu, 1988, 84): there is an apperceptive inequality originating from the aesthetic repertory 
differences, there is a polysemy of the sonorous meanings, and the meaning is transmitted through 
interpretation. 
3. The musical interval as an implicit musical language  
We can state that the reference zone of a projective stimulus-material construction is the borderline 
between syntagmatic and paradigmatic, between physiologic and psychologic. The borderline between 
physiologic and psychologic, between syntagmatic and paradigmatic is difficult to determine since the 
inferior limit of the musical significance is marked by guessing the hierarchical relations, being drawn 
under the effect of an implicit abstraction based on the passive experimentation of literate music (Francez, 
1988, 42). There is a native structure of the pre-modal and modal system that represents sequences of the 
natural, spontaneous music evolution; phylogenetically, certain relationships between sounds have 
crystallized in human conscience, so that hearing several musical cells or sometimes an isolated sound 
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can attract other sound or motifs they are incipiently connected to, by means of perceptive anticipation 
phenomenon (Suliteanu, 1980, 69). 
The evaluation of the sonorous distances is made on grounds of institutionally-fixed standards, and the 
intervals formed by the octave’s scalar division. The intervals’ signifying conditions are not situated on 
an abstract plan, but they are implicitly reflected in action, i.e. they are associated with hearing the 
interval as current sonorous virtualities (Frances, 1988, 42). The musical interval is thought to be the atom 
of music as music is made with intervals and not notes (Bernstein, 1982, 112). The emergence of the 
musical interval completes its status as the simplest musical morphological structure: two sounds of 
different frequencies, emitted simultaneously generate the fusion effect. The two sounds form into an 
ensemble impression that constitutes more than their sum because it gives the impression of a unitary 
color that is not implied by the constituent sounds and at the same time, acoustically, the interval 
represents less than the sum of the constituent sounds as the resulted intensity is lower than the sum of the 
partial intensities (Bentoiu, 1985, 112). The musical interval can be considered a morphological unit both 
by its virtual social-cultural content, implicitly. 
4. The harmonic musical intervals’ apperception experiment 
4.1. The experiment’s variable content and the order of applying the instruments 
Explanatory variables: (a) stimulus independent variables (sonorous duration, intensity, tone color, the 
subject-experimenter relationship), (b) induced independent variable (sonorous frequency), (c) dependent 
variables (semantic table, graphic act), (d) uncontrolled exterior variable (invoked variable subject – 
idiomatic natural distribution of the personality system characteristics within the sample). 
The order of applying the instruments has been the following: (1) the harmonic musical intervals’ 
apperception experiment, (2) the semantic differentiator (Osgood), (3) the tree test (Koch), (4) the self-
esteem index (Hudson). 
4.2. Choosing the intervals by natural resonance intervals 
The  construction  of  the  sonorous  stimulus  is  made  using  the  tempered  sonorous  system  due  to  the  
explicit or implicit musical education, given this context – the effects of the tempered education makes it 
impossible for us to perceive natural musical connections (Frances, 1988, 60). Because there is a variety 
of bichords, systematized between two octaves (15 steps), we have chosen as selection and ordering 
criterion the natural resonance phenomenon. Since the harmonics’ succession is potentially infinite, and 
along with removing the harmonics from the generating sound the created intervals asymptomatically 
tend to the prime, we shall take into consideration the first 16 harmonics. Provided the order of the 
formation between two consecutive harmonics, we have the following intervals: 8 p, 5 p, 4 p, 3 M, 3 m, 3 
m, 2 M, 2 M, 2 M, 2 M, 2 m, 2 m, 2 M,  1 +,  2 m. By exclusively withholding intervals newly-occurred 
in the series and by eliminating the increased prime interval  (1 +) which is enharmonic with the minor 
second one (2 m), the following series is obtained: 8 p,   5 p,   4 p,   3 M,   3 m,   2 M,   2 m. 
4.3. Standardizing the duration 
In “Acoustic bases of orchestration” (Giuleanu, 1986, 85), the maximum duration  of concentrating on 
the same musical sonorous stimulus lasts for 5 seconds, and the duration of excitation focal point 
regeneration lasts for 0.5 seconds. The alternative presentation of the bichord (the harmonic interval) has 
been chosen with two short excerpts; each excerpt consists of a succession of three ascending and 
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descending bichords comprising the same interval; the ascending movement is made by the previous 
bichord’s alto sound coincidence with the bass sound of the consistent one and vice versa for the 
descending movement. The tempo situates at the level of the 60 (larghetto) metronomic values; thus the 
initial bichord is presented in a total time of 12 seconds (60% of the item’s duration): the first occurrence 
is of 5 seconds, the second occurrence of 3 seconds and the third occurrence of 4 seconds. 
4.4. Standardizing the sonorous frequency 
The selection of the frequency zone has been made provided the order of the following ascertainments: 
The maximum musical auditory perception zone situates between 500 and 4000 Hz (Giuleanu, 1986, 
86) with an intensity of 50 - 80 dB, since in the thick register the great number of harmonics shades away 
the sound transparency (Buican, 1988, 57). The maximum resonance points from the harmonic sounds’ 
spectrum, called formants, situate at a 300 Hz difference compared to the fundamental sound (Giuleanu, 
1986, 43). As inferior frequency limit, the C note from the first octave from the tessitura has been chosen, 
with the frequency of the fundamental sound of 264 Hz, and the formants of about 564 Hz, thus 
inscribing in the optimum musical acuity zone. The superior frequency limit (for the generating sound) is 
of 1584 Hz, a value that is reached within the octave interval. The frequencies of the initial bichords: 
perfect octave 528/264, perfect fifth 396/264, perfect fourth 352/264, major third 330/264, minor third 
316,8/264, major second 297/264, minor second 281,6/264. The standardization of the sonorous 
amplitude was made by using the Vindat program, by introducing the items in the program, by means of 
the synthesizer, processing the items using the program and registering the items.  
Fig. 1. Configuration exemple of the perfect fifth item (5p). 
5. Findings 
5.1. The musical interval as semantic unit 
Is the musical interval the smallest morphological unit that bears intrinsic significance? Do the choices 
made using the semantic differentiator have a hazardous nature? The values of the chi square test that led 
to rejecting the null hypothesis for all the 60 variables (of the differentiator) show that the distribution of 
the semantic values for each scale is not coincidental (in the case of the non-clinical sample whose 
volume allowed the mentioned test). Thus it can be inferred that the main factors that order the semantic 
values are the independent variables, the induced one, in particular (sonorous frequency). 
5.2. Musical intervals’ modal semantic profile  
Aspects of the modal semantic profile:  
The degree of the selections’ spreading within the non-clinical sample: a surprising fact in relation to 
the characteristics of the depressive syndrome (psychic slowness, activity decrease), which is yet 
explained by one of the elements of the neurotic syndrome axis – the irritability (Gorgos, 1989, 423) – the 
neurotic is characterized by an increased mobility of the affective processes, which determines it to 
amplify the semantic values. 
5.3. Musical intervals’ medium semantic profile for the non-clinical sample  
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The average of the selections for each scale of the semantic differentiator has been taken into 
consideration. In the case of the medium semantic sequence (the non-clinical sample), made by means of 
the average values of the semantic selections, a certain similarity between the forms of the semantic 
tracks is observed: the order of the musical intervals by the average of the medium semantic values: 4p, 
5p, 3M, 3m, 2M, 2m; the order of the musical intervals by their occurrence in the harmonics’ series: 5p, 
4p, 3M, 3m, 2M, 2m. Despite the very small differences between the values that order the first queue, the 
queue similarity is striking, supporting the concept of parallel movement between semantic and harmonic: 
the smaller the average of the medium semantic values of the musical interval, the farther it will be from 
the generating sound in natural resonance. 
The tendency of increasing the differences between distributions is ascertained, along with the removal 
of the resonance interval from the generator. Along with moving forward the diaphonic pole, the 
dissonance reaction means of the normal subject and those of the neurotic one differ. 
5.4. The semantic-harmonic relationship  
The order of the intervals by token of the extreme semantic values’ criterion for the non-clinical 
sample (2m, 5p, 4p, 3m, 3M, 2M), with the ca. 1 to 100 probability of being hazardous (according to the 
significance of the chi square test), situates the intervals on the extremes of the symphonic-diaphonic axis 
on the first two positions: the minor second take the first position, followed by the perfect fifth. The 
extreme semantic values will be determined by the extreme positions of the musical intervals in natural 
resonance.  
5.5. Sonorous apperception and reference graphic zone  
The favorite zone (by means of modal values) of situating the tree picture on the page according to the 
musical interval, for the non-clinical sample: 5p and 3m in the upper left zone of the page, 4p and 3M in 
central zone, 2M and 2m in lower left. One notices the tendency to group towards the lower left zone 
simultaneously with getting nearer the intervals’ diaphonic pole. The subject that signifies extremely 
semantic the second (major and minor) diaphonic intervals can show a more acute tendency to regression, 
start, origin, than the subjects that choose the rest of the intervals. 
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